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Studio Painting of Still Life Material, Lessons, 1992,1993 

today is 3-6-2014 



4-27-92 Day One Painting 
3 hrs 

3 - 8x10 or 10x12 
Canvas paper 
Basic Shapes 
Monochrome 

Bristol brushes - Bright, round, 

Flat, Knife, Fan 

Titanium White, Raw Umber, 

Paynes Gray 

Cylinder, Sphere, Cone 


Each painting is done in a different 
thickness of paint. 



1. Use a palette knife. Mix colors on the palette. Apply colors to canvas 
paper in spots with the knife. Smooth the paint with brushes. Blend the 
paint with the fan brush. 

2. Turpentine Wipe, or Mineral Sprits. Apply color very thin and wipe. Add 
layers to darken. Blend with the fan brush when you are ready. Blend when 
paint is almost dry near completion. 

3. Fluid Paint. Mix colors on the palette. Add thinner to color paints and to 
white paint. Apply opaque paint with a brush. Scrub with a bright or pat on 
the paint using a flat brush. The paint flows without ridges. Blend with 
bristol brushes. There is almost no need for a fan brush. 
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123. Paint the background and the object together. Follow forms with brush 
strokes. Horizontal strokes are used on the cylinder that follows the ellipse. 
Vertical brush strokes are used on the background shade. Horizontal 
strokes are used on the table top. 

Modeling forms follows the ideas of Gloria Foss. Values on forms consist of 
Light, Middle Tones, Shade, Cast Shadow, Accent Dark, and the Highlight. 

Leave a border on the paper. Staple or pin the paper to a wall or a bulletin 
board to dry. Use thinner only, no oil. Start the mix on the palette then mix 
more on the canvas mostly. 

References: Paint Sharp Focus Still Lifes, Davis & Bloom, P 43-45. How to 
Paint, Gloria Foss, P 70-83 

The local tone value is painted first then lights and darks. 
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4-28-92 3 hours + 

Paint gray scales, match colors, paint a cube, use 9x12 canvas paper, 
mineral spirits, paper towel, small brushes, not tiny ones, Mars Black, Raw 
Umber, Titanium White, Linseed oil. 

Mix Raw Umber into Mars Black to warm it up, add Linseed Oil, mix 
Linseed Oil into the white paint. Paint #1 black and #10 white. 

note: Munsell value scales were used at the time. I had painted exercises 
from his book long ago and 10 values was the method I used. 

For the next values, mix a little black into the white so it just turns gray. Mix 
a little white into the black so it just turns lighter. Paint those areas (on a 
value chart) but not the edges ( a rectangle is drawn showing a splotch of 
paint inside but not touching the edges ). Mix the remaining 6 values on the 
palette and paint in the centers of the areas. Adjust values to correct each 
step. Then paint the edges. Move left over paints into piles along the top of 
the palette. (the top of the palette was painted with these values ). 
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These paints have high oil absorbing and the added oil make them glossy 
when dry. You can’t paint over these colors safely. 

Shopping list: paper towels, Yellow pages or white pages, tracing paper, jar 
or can with a wire screen, a cloth towel for my hands and a scrub brush, 
Ivory soap, and 16x20 canvas boards. 

Three hours are indicated in the notes to do the following: 
paint a gray scale on a Munsell chart that was already drawn up, continue 
work on a color matching chart (Davis&Bloom), paint a gray scale on 
canvas paper and make values touch each other, cut the paper apart when 
dry, paint a cube on 9x12 canvas paper inside a border. 

note: 9x12 canvas paper is divided into three columns of 3x12 inches with 
9 areas of about 1 1/4 inches thick each. This is my standard now and I 
have a stack of them. One dates from 5-1-92. 

Look up and find or buy colors that are low in oil absorbency for tomorrow. 
Premix gray scales using these colors: Venetian Red + Chromium Oxide 
Green mixed to make Black, and Cobalt Violet + Green + Red to make a 
Black. ( Shown is the Venetian Red and Chromium Oxide Green one ). 
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4-29-92 3 hrs 

Note: In 1992 I was starting to teach 5th grade art half time at Cornell 
Middle School. That gave me the opportunity to rent an old house in North 
Braddock to use as an art studio. I went there every morning before school 
in the afternoons. 

Soap windows, fold curtains, put away supplies, start turpentine bottle, 

thinner wash can -leaks- 

Draw 4 Shape Forms 

Label previously painted 9x12’s 

Study oil absorption and and separate paints into four categories 

Painting: 16x20 canvas board, 2B charcoal pencil, eraser, fixative, Low oil 
absorption colors and white to be used with turpentine only. Separate 
colors into four boxes. The background will be continuous; there will not be 
any divisions between the areas. For forms will be drawn using the 2B 
charcoal pencil, divisions for 5 values: Highlight, Light, Middle Tone, Shade, 
Reflected Light. Cast Shadows are not necessary for this one. The 
background will be varied, broken, and loose- generally two values, a 5 and 
a 6 or a 7 and a 8. Each object should be a different local value. The 
background should contrast will aN form values. Draw a cylinder correctly, a 
cube, a sphere, and a cone. Map the values and spray fix. PSFSL painting 
sharp focus still lifes. 

The first four paintings were drawn directly with brush, thinner, and paint. 
This one is drawn with a pencil very tightly first. 

Paint will be a gray mixed from colors. The gray will vary some between 
warm and cool for variation but just for interest. It is not planned warm or 
cool directions. It will be a monochrome painting with some partially 
unmixed pairs of the neutral gray. 

The sphere could be 9876 


the cube 8765 

Cone 7654 

Cylinder 6543 

The background 1 & 2 
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The premixed value scale will be applied to the canvas paper next to the 
mars black scale. Color mix and match is done when needed. 

Lead White has low oil absorption and Viridian is high. 

Note: Value scales were worked on next. Steps in Foss and Munsell were 
compared. Sovek’s were looked at, too. Drawings were made but not much 
text was written. 



Note: All of my value scales were looked at to see if any had dates on 
them. The ones from ‘92 were all written with paint on the back, even if they 
did not have a date. 3 inch by 16 inch strips were made then. The smaller 
size had not been settled on yet. There are half step scales in the large 
size that reflect the notes made in the images to follow. There are 17 
different values on those humongous scales. A 9 value scale was made 
then in-between values were mixed and named as half numbers. 9.5, 9, 8.5 
and so on. In many cases the names of the paints used are located behind 
the value space they are painted into. Sorting all this out is like finding 
diamonds in Minecraft. Some of the writing is different being made with ball 
point but still a date is from 92. Dates are 6-8-92, 6-9-92, 6-25-92, and a 
varnish date of 7-13-92 and 7-17-92 on the Pthalo Green short strip. 
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Note: Value scales made on canvas paper like this are useful. I still use 
them today. They are kept in a drawer and take up very little space. The 
very many divisions are not really needed except to develop skill. I had 
made very many canvas board color scales and they were discarded 
because they took up so much space and were not useful. It is best to 
make a picture showing various mixtures and combinations of colors not 
scales. 
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5-1-92 2 hrs 

Turp, 9x12 canvas paper, mars black, Titanium White 
Mix a 9 value gray scale including white and black. There 
will be 7 mixed values. Gray is in the middle between 
white and black. Dark gray is between middle gray and 
black; all grays are mixed in the center between two 
values. 

Paint a gray scale 3x12 inches using the nine values. 

Paint a cylinder using three values off the scale. 456. 9x12 paper, draw a 
border, draw the cylinder, map it into 3 zones, use 456 values. Paint the 
middle tone value #5 to start. The background is 7 on top and 3 on bottom. 
Highlight is 1.5. Blend mixtures into value stripes. 

I used left over brown paint plus black and white. Mars black, Chromium 
Oxide Green, Venetian JRed, Zinc White, turps, Bristle brushes 2&3, and 
paint thinner to clean brushes. 
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There will be 7 value areas. The reflected light is 1/2 step lighter than the 
light, the same way the blend is lighter than the middle tone. Soften the 
table edge. Soften the dark can edges. The Highlight is value 1.5. the cast 
shadow is 3-4 values darker than the table. 
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5-2-92 Four Forms With Different Local Values 



Paint four forms on a 16x20 inch canvas board. Start with middle values for 
each object. Use 3 on the sphere, use 5 on the cylinder and the cone, use 
7 on the cube. 
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Sphere = 234 
Cylinder = 456 
Cone =456 
Cube =678 


Background 123 


1 light sphere, 2 middle tone cylinder & cone, 1 dark cube. 


5-4-92 Four Forms in Black & White and a Gray Scale 

Materials: 16x20 Canvas board, Linseed Oil, Turpentine, Mars Black, 
Titanium White, Carbon pencil (H), Spray Fixative, #3 & #5 Bristol brushes, 
Palette knifes, and Canvas Paper 9x12. 

Draw four basic forms onto the board that was divided first into quarters 
very lightly. Draw a Sphere, a Cylinder, a Cone, and a Cube each about 5” 
high at least. Spray fix it. Shadows are not used now. 

Mix a medium gray pile then two more sets of inbetween values on either 
side of it. The resulting gray scale will have 9 values including Black and 
White. 

Paint middle tones first: Circle #3, Cylinder and Cone #5, Cube #7. Add the 
lights and darks and blend. 

The background is #2,3,4. 

Each form is to be darkened some with a 1/2 step darker value in the dark 
area. The Form Shadow is pushed 1/2 step darker. Highlights are all # 1/2 
It helps to paint the line around the bottom of the forms first then overpaint 
with the form values and the background paints last. 

Paint each value all at once to avoid excessive brush washing. 

The background is #2 FL to #5 TR 

Mix 1/2 part Linseed Oil and 1/2 part Turpentine for a medium. 

Leave a 1/4” border unpainted for handling. 

Paint the gray scale 3”x12” 

There will be 9 piles of paint on the palette. 
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A/ote: It is a good 
idea to write on the 
back of the canvas 
board all about what 
was done. Many 
years later it is very 
interesting to see 
such information. 
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5-5-92 Lighting Directions 

Materials: 16x20 Canvas Board, Carbon Pencil, Spray Fixative, Mars 
Black, Titanium White, Linseed Oil 1/2 Turpentine, Still Life objects: Cone, 
Cylinder, Sphere, Cube, Light, Cloth. 

Arrange the still life objects close enough so that shadows will fall on each 
other. Sit the light in a different place for the four pictures. Use Edge, Front, 
Back, and Top Lighting. Use the same objects but change the composition. 
Paint each version in 1/4 of the board or 8x10 inches. The objects should 
be all light or the same local value for simplicity and speed. 
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Draw them all or 
one at a time, 
spray fix them, 
pre mix all the 
values in 9 piles 
of paint, including 
White & Black. 
Paint middle tones 
first. Paint only 1/4 
at a time. 

Note: Lower the 
room lighting so 
that it is quite 
dark on the 
easel. Use the 
knowledge of 
value mapping 
and the value 
steps to guide 
you. This will 
allow you to put 
the paint onto 
the board in a 
bolder manner. 
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This was painted in the dark, especially the one on the bottom right. 

Much effort was spent making, painting, and collecting basic forms objects. 
Cloth was even dyed gray. 

5-6-92 Viewfinders 
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Cut some viewfinders out of cardboard. Make them different sizes and 
different proportions. Use a 4x5 window on and 8x10 sheet for this project 
because the 1/4 canvas board is 8x10. Position a light weight easel like a 
light stick so that the viewfinder could be clipped onto it or stapled onto the 
wood and looked through when drawing and painting. Sight angles with a 
long stretcher strip or yard stick. Make a mental note where the angle 
meets the side of the viewfinder and duplicate the angle on the canvas. 

Local Color Values 

Place several different value scales onto the objects - table, cloth, 
background of the still life and view them under different lighting conditions. 
Determine the local color value of each object. Decide which values to use 
off the gray scale. Paint those middle tone values first. Use about 4 values 
for the spread between light and dark shadow. Accent darks are all 8 or 9; 
highlights are 1-1 1/2. 

The time limit is 8 hours for the entire board; 6 hours is enough. 

The value scales could be painted on canvas paper cut after dry into 1/3 
sheets 3x12 inches. One should be in grays, one in browns and one in 
blues or greens. Others should be made one for each hue. These value 
scales are great for determining values of objects as well as the basic hue 
range if, of course, one has the scales in various hues to compare the 
objects to Several could be selected for viewing comparisons until a match 
is found. 


5-7-92 Four Directions of Lighting 

16x20 = 4 8x10’s. Use a 1/4” border, Mars Black, Titanium White, small 
bristol brushes #2, 3, & 1 Sable Flat, Turp + Linseed oil, four objects, a #6 
value cloth, and a directional light. 

This painting was started Tuesday PM and finished Thurs. AM. Total of 8 
hours minimum to 10 hours maximum. 

The drawing today, Back Lighting, wasn’t sprayed. It didn’t make any 
difference. It was drawn while looking through the stationary viewfinder. 
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The painting was started with #9 for lines under objects. Shadows were 
next, the darkest parts of which were #8.5. The background was painted 
first. 

Then, each object was painted from the background to the foreground. 

In the drawing, the shadows were mapped. Each value change was 
outlined on the objects. To do that, the curtains were closed and the only 
light was the light on the still life. No light was on the easel. The entire 
last quarter was painted in the dark. That helped me see the values 
better and paint them more boldly . 

Edges between quarters were softened last. 

Edges around the border were made more even last. 

Some unpainted canvas shows and would be colorful if stained first. As it 
is, it adds sparkle. 

Bumps of the paint and strokes were more prominent than other panels. 
Black was used full strength owing to the low illumination. Marks were left 
almost all as is. 

A couple piles of half step paints were mixed, 8.5, with the palette knife. 
The signature will wait ‘till the paint is dryer so it can be small and clear. 

It must dry 6 months then varnish. 

An evaluation time is good upon finishing if no more painting is done. Use 
full light to view by. 

(The white background of the previous Four Forms painting is still wet) 

The next 16x20 painting will be full size in B&W showing 8-10 objects, in 3 
sizes, in 3 values, plus 2 value cloths, using front 3/4 lighting 
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5-7-92 Notes for. Black & White Still Life Painting in 
Low Light. 

Objects should be in different sizes S, M, L. Paint them as needed with 
acrylics. That is, paint the objects, like an Oatmeal container, so that the 
objects are different values and do not have markings showing on them. 
The shapes should be after the four basic ones but combined or more 
complicated. Each basic form of sphere, cube, cylinder, and cone should 
be represented. Shiny and dull surfaces may be mixed. The still life should 
have 12 or more pieces. Two cloths should be used, each a different value. 
Note: I had used India Ink in water to dye bed sheets different shades of 
gray. The painting will be 16x20. Canvas board or canvas paper may be 
used. 

Titanium White, Mars Black, Turpentine and Linseed Oil half and half. Small 
to medium bristle brights or flats, carbon pencil H, eraser. 

Draw first looking though a viewfinder. Paint dark lines next. Work on basic 
values - middle - next. 

A 12x16 painting was made and notes were written about it on 5-13-92, to 
be included later on. The painting was trashed because paint smeared and 
stuck to other things. 
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The next, 
16x20, 
painting 
shown below 
was made to 
replace it 
and to be the 
same size as 
the other 
paintings. 
Notes from 
the rear of 
the painting 
on canvas 
board read 
as follows: 


6-3-92, Still Life in Grays 

#3 Table cloth, #5 Drape, #1 Objects, #.2 Objects, #8 Objects. All still life 
objects are painted or dyed grays. 1 hr to set it up. 

Note on back of painting reads: Sept 19, 2006 Michael A. Carter. I think this 
was Ivory Black. It didn’t dry well and came off. A 12x16 was done first - its 
gone now - Notes were made about it on 5/13/92, 2 pages, 4 sides. “Draw 
the Still Life 12x16 with 6 objects. ”... “Mix half steps of grays made of Ivory 
Black and Titanium White. ” This painting was done so it would be the same 
size as all the others. It was sticky because of the Ivory Black and it wasn’t 
used again. I tried for a semi glossy to a glossy surface. 
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Note: The Sculptural Lighting painting, shown below, was actually done 
before this painting. Sculptural Lighting is dated 5-30-92. I can’t find any 
notes about it other than what is on the rear of the painting board. 
Compositional studies are shown drawn on the back. The painting belongs 
with the ones above and probably should have been done sooner than it 
was. I think it was an afterthought to add to the series. A lot of value study 
and scale boards were painted at different times. A lot of writing was also 
done and neither were any good for not many paintings were done. Color 
was to be added and I was to use real still life objects and I was building up 
to do that. 

The paintings already shown form a chapter or a unit all about black and 
white painting of simple forms and I wanted to keep the pictures together. 
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Note: At this point I’d like to offer an evaluation of what has been done so 
far. At least I’d like to list the main ideas covered. 

• Direct Oil Painting 

• Carbon Pencil Drawing first 

• White Canvas Board 16 x 20 

• Canvas Paper 9x12 

• Basic forms real objects painted with a flat finish in grays 

• Value Scales in 9 and in 17 steps 

• Viewfinder 

• Directional lighting 

• Black & White paint, not Ivory Black 
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• Linseed Oil and Turpentine half and half 

• Premix paints on palette in 9 or 17 values 

• Low room light 

• Mental Value Maps 

• Idea to Observation 

There are more loose pages from the notebook to transcribe and a few 
pictures from those pages, but no more paintings until the next section has 
begun, which starts by showing color. 


5-12-92 Gloria Foss, How to Paint 

Her still life set ups are progressively more complicated. I used real black 
and white painted simple forms. She used eggs early on. Thinking in values 
is harder than seeing values. Use painted gray objects first. Contrast value, 
use similar tone and hue. 

Monochrome objects have reflections and transparencies since they are 
green glass. Include some flat painted objects. Put some green in value #1 
and in #9 to expand the range some. Use grayed tones in the picture, not 
just full hues of green. Use one hue - monochrome - values 1 -9 and use 
tones of gray green. Include some gray objects in the set up, objects from 
the first set of painted or real gray objects. Contrast value and tone while 
using similar hue. 

Her warm hued lesson uses analogous colors made by mixing various 
yellows with black paint. Find objects those hues and paint objects those 
hues in various values. Color tones are not so important in this lesson; the 
tones are similar and the contrast is in hue and value. 

Painting in Gray (lesson plan) 

Three 12x16 Canvas boards, Zinc White, Mars Black, 9 value gray scale, 
Linseed Oil and Turpentine mixed 1/2 & 1/2, Carbon Pencil, Eraser, spray 
Fixative, Viewfinder. 
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1st. Black, White, and Gray still life objects, 5 objects. 

2nd. Some real objects and those above, 7 objects. 

3rd. Mostly real objects, 9 objects. 

Objects are to be simple at first and complicated for the last one. Two table 
clothes are used, a white one over a burnt orange #6 value that also is a 
backdrop. Shadows overlap onto the objects. Paint the folds. Objects are to 
be tall, of medium height, and short or low in height. That is true fro all 
three paintings. 

Use four values for each form for contrast plus a highlight. The canvas 
board size fits into a portable paint box. Get used to that size for landscape 
painting. 

Do a large one next. 

5-13-92 How to Mix Half Steps 

1. Mix the full value steps. Check values against a value scale that has 
already been done. 

2. Mix the half steps in-between the full value steps. 

3. Pull a 3 value smear. Put 3 blobs of paint on a knife and drag it out. 

4. Adjust mixtures of paint. 

5. Mix another full value step, check it against a scale. 

6. Mix the half step. 

7. Pull a test smear with the three paints. 

8. Paint a test value scale using the painting knife on scrap paper. 

9. Adjust values where needed, retaining the paint mixtures on the palette. 

10. Rule a scale on a canvas paper. 

11. Thin a paint with turp, use a #5 sable flat brush. 

12. Paint in each section, starting from the edges in towards the center. 
Point the brush towards the edges to cut the lines cleanly. 

13. Wash. 
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14. Repeat until done. 

15. Adjust Values. 

16. Use the scale and the piles of paint in a painting. 

17. Save the value scale. Date it and label the paints used to make it. 


5-13-92 Draw the First Still Life 

Draw the still life 12x16 with 6 objects on a cloth on a cloth. 1 hr. Use 
Carbon pencil and #8 value with turpentine. 

Value Technique 

Mix half steps of grays made of Ivory Black and Titanium White. Use a 
palette knife or Painting knife; mound the paint steps. Test them by pulling 
smears. A smear is pulled by putting a small dot of each value on a palette 
knife next to each other, then, smearing the paint into streaks on the palette 
or on scrap paper. See Ralph Mayer’s book on page 155, 5th edition. Just 
use paint right from the tube. 

These two paints are fairly high in oil saturation and therefore will make a 
glossy or semi glossy finish when dry. 

Draw a value scale on canvas paper in 17 steps that’s about 1 inch or less 
thick and 3 inches wide. That is less than 16 inches long. 

Use a #5 flat sable brush and just a little turpentine to mix the paint into a 
spreadable consistency. It will be opaque and wonderfully clear and 
smooth. By clear I mean the values will be easily seen. 

Ivory Black is warmer in hue than Mars Black and much smoother and finer 
in grain. Mars Black would need added oil to get close. This paint mix 
paints very smooth with only turpentine and just a dot in the brush at that. 
Press the loaded brush onto a paper towel to get rid of excess thinner. 

When you clean the brush, use odorless paint thinner in an old coffee type 
can that is watertight. Have a screen up from the bottom 1 inch and 1 inch 
thinner over that. Press the brush and squeeze it between paper towels in- 
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between fingers to get all the thinner out of it. Rinse again in turpentine and 
squeeze dry before mixing a new value. 

The values are mixed with a painting knife and a palette knife. The brush is 
then wet in turpentine slightly and a small area is wet to spreadable 
consistency. 

The paint is wiped off the furrell; excess thinner is eliminated and or mixed 
away to smooth paint. The painted canvas paper should show no brush 
marks and no canvas should be seen through too thin paint. The proper 
mix will paint out smooth and flawless. 

Start by daubing in the center of the rectangle to see how the paint is 
spreading. Don’t get too much in there or it will get out of the lines; don’t try 
to spread it too far or the edges will get dry and fuzzy. Keep it wet. Paint 
with the brush inside the area pointing to the long edge away from the other 
value. Just get close to the edges at first. Then do one end. The end will be 
slightly wider than the brush. Pull the value in towards the center. Then 
stick the corner of the brush in the corner and pull in; paint a hair line crack 
of white between the two values. Finish by pulling the brush sideways down 
towards you letting the two values touch. The edge will be perfect. Finish 
up with a few long smoothing strokes. 

Final varnish in 6 months will seal the paint and restore the wet look. 

5-14-92 Palette Arrangement for Value Scale in Half 
Steps 

Arrange the palette with the values across the top where white is on the 
right and black is on the left. Put the whole number steps, 8, 7, 6, 5, 4, 3, 2, 
in-between in mounds of paint. In a second row below the first one put the 
half steps across, too. 1.5, 2.5, 3.5, 4.5, 5.5, 6.5, 7.5, and 8.5. Even if you 
have room, use two rows. 
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If you use 4 values for contrast on a form, you will have a total of 7 
premixed value steps. If you use 3 values for a softer light, you will have a 
total of 5 values of premixed paint. Highlights are always 1-1.5 on shiny 
objects. Accent darks are 8-9. 



5-14-92 Super Real Still Life 

Set up a still life with 6 objects. Use a sphere, a cylinder, a cube, a cone, 
and other sizes of the same forms. Paint them or select them so they are 
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all shades of gray. If you use objects that have color, make a value scale in 
that hue color. 

Use the gray, and other, value scale on paper canvas to determine the 
middle value or tone of each object. Use that number to select premixed 
values to paint with. 

Each object will be painted within a 4 value spread, that is 4 whole steps or 
from 2-5, where 3 1/2 is the middle tone. 

Each object will be divided initially into three areas: light, middle tone, and 
form shadow or shade. Space will be left between each area for half step 
values. The drawing may be only 2 lines. Middle tones are painted first. 

5-15-92 3 Paintings 

Plan each painting carefully. Use 4 value steps and half steps for each 
object. Some of the problems are that the objects are not gray; get gray 
cloths and a gray sphere. Decide what the local value of each object is and 
change them if need be. Paint them using 4 full value steps between light 
and dark. Do not blend one of the paintings; leave the values clearly 
separated. Blend one after applying the different values next to each other. 
Do one painting loosely by placing values on top of values. 

1. Loosely painted. Value on top of values. Several layers of paint. Use 
large brushes. 

2. Tightly painted. Values next to values in one layer. Values left as is. No 
blending. 

3. Blended paint. Values are blended next to values. Place paint side by 
side then blend together. Use small brushes to blend with. 


5-18-92 1 hr Gray and Value Scales 

Materials: 12x16 Canvas Paper Tablet, 2B Carbon pencil, Yard Stick, 
Eraser, Scratch paper, Sharpener, Knife, Sandpaper, Scissors. 

Rule off canvas paper into value scale areas: 

Type 1: 3x12 where each area is 1 5/16 heavy, wide, 9 areas for values. 
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Type 2: 3x16 where 17 areas are each 15/16 wide. 

Type 3: 3x16 where 9 areas are each 1 3/4 wide. 

One set grays, one set warm colors like cardboard color, and one set cool 
colors like bottle green. 

By the time you mix and paint in or knife in three sheets or scales for each 
hue you ought to be pretty good at seeing values, mixing values, and at 
filling in areas. 

Cut sheets apart but keep scales intact. 

Type 1: 3x12 @15/16 = 9 values. 5 rows 

This page is for 9 values that include white and black. Number them on the 
back. Make more than one for each hue, neutral, warm, and cool. They are 
used for mixing new sets. The mixed value is put on the canvas paper 
value chip in a small splotch to see exactly what value it is. Therefore, the 
scales get used up. They are used to determine the value of objects. 

Type 2: 3x16 @ 15/16 = 17 values. 4 rows. 

This one is used to find the value of objects more exacely. It also shows the 
values mixed next to each other for exact mixing. It can be used like type 1. 
It shows 17 values from W to K in half steps. 

Type 3: 3x16 @ 1 3/4 = 9 values. 5 rows. 

It is large and can be used to see the values of objects and to receive 
mixed paint. 

Save these for reference. Whenever you have extra paint, paint in a value 
scale. Mix extra paint at first so you can do this. 

Note: Value scales were premixed on the palette in piles of paint before any 
painting was done on canvas. Once color was added to the lessons, there 
were three or more value and tonal scales all premixed on the palette. 
Making value scales was a way of preserving all that work that was done. 

New Page 

By adding black to a middle tone you can darken it; you can also do it by 
adding some of the complimentary hue. The value range for an object is 4 
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steps, so, that’s only 1 1/2 steps darker using a complimentary hue. It 
doesn’t have to go all the way to black. 

The second part of the equation is that the dark must be cooler for a warm 
light and warmer for a cool light. The complimentary for green is red and 
red warms green. It also darkens and dulls it. So, red would be OK for a 
cool light. For a warm light use a cool red or a violet* . Black would be OK 
too since it would cool the green. 

From tests I did using crayons I think a mixture of complimentary colors 
and black look good. 

5-18-92 

*For a cool light use a warm red or red orange. The earth colors would be 
good for this purpose since they are already at low intensity. Venetian red is 
warmer than Indian Red while Burnt Sienna is warmest of all. 

The lights should be lighter not brighter. Add a touch of the complimentary 
hue too if too bright. White dulls a color but maybe not if yellow is added. A 
blue light could be as bright as a light green object. By adding a touch of 
orange or Burnt Umber it would be duller, and cool and lighter. 


5-20-92 Value Composition 

Given, still life objects that are painted in values of gray, some experience 
painting still life in black and white values, at least three gray scales, i.e., 
one each of Types 123, and the materials listed below, the student will 
study composition using values. 

The paintings may not be pleasing in the arrangement of the value areas. 
One object may share the same value and overlap thereby merging. That 
often happens when some of the still life objects are of another hue. Use all 
parts in values of gray. 

The values of the still life objects may have been simplified as often 
happens in earlier attempts. Examine them for harmonies created when 
using the 9 value scale. For example, the top left painting in the 4 part light 
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direction lesson was painted first and all the objects are light in value on a 
medium dark ground. 

Materials: TV, B&W paint, Canvas paper, B&W photos and prints, camera 
with B&W film. 

After using an expanded value scale and more gray painted objects, the 
eye becomes more sensitive to values. A need for placing objets according 
to value and not just form, eye direction, balance, and so on becomes 
apparent. 

Use all the same hue objects only vary the values. Repaint objects in 
values that are more clearly differentiated one from the other. Have several 
values of each to make groupings of like or near like values. These 
arrangements need not ball be put on canvas. The manipulation is useful. 

Collect black and white photographs. Use magazines, books, or real 
photographs. Look at them upside down. How many values are used, and 
where are they placed? 

Photograph a black and white TV program. Turn a color TV to B&W. Copy 
photos in paint as thumbnail sketches, no detail is needed, use bold 
strokes. 
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6-9-92 Color Intensity Charts - Blue/Green Values and 
Tones 



Props needed are the Expanded Monochromes Comparisons painting and 
the value scales painted using the same greens, Grumbacher 
Pthalocyannine Green, Ivory Black, Titanium White.. There are 2 value 
scales, a 9 step, and a 17 step. 

Grumbacher TG was mixed with W to the maximum intensity, a #5 value. 
White was added to lighten it; black was added to darken it. The darker 
values would be correct on a form with a #5 local value color, but they look 
too dull on this scale. More green is needed in them. Also, see spheres on 
the painting. 
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Instead of adding black to the values below the most intense green made 
with white, find first the point where the paint becomes opaque. By adding 
to that more white you will still get that intense #5 green and there will be 
more green below it. It should be about #7 in value. 

The tube paint is transparent at the #9 value it comes from the tube and 
therefore is unusable for alia prima painting. The action of brushing shows 
the undertone of the transparent paint instead of being the same mass tone 
when thick or thin. Palette knifing works but the paint must be opaque for 
brushing, hence the need to add white paint to it. 

Now add white to pure TG and brush it out in small test areas on some 
canvas paper. You will have the correct amount of white when you can 
cover up a pencil line completely with thin paint brushed over the line. 
Adjust that mixture to an even number on the value scale. It may be slightly 
higher or lower. Use the sample scales or previously painted scales. 

Utrecht Viridian Green paint is a close match, as far as hue goes, for the 
Grumbacher Pthalocyannine Green. The Viridian is duller, while the TG is 
brighter. 

1. Mix a #3 or #4 value of each and compare them in smear test side by 
side. 

2. Try to match Viridian’s mass tone value 7.5. OK. Now find out what value 
the Viridian is right out of the tube. Since you have part, if not all of a scale 
of Pthalo, match the value of the Viridian with the Pthalo using the smear 
test. It should be 7.5. 

3. Next, try to duplicate the Viridian by reducing the intensity of the Pthalo 
Green using a gray of equal value. It won’t work exactly but it’ll come close, 
try it anyway & you’ll see what intensity is all about. The mixture will look 
too blu or cool, the Viridian appearing warmer. 

4. Try adding a small amount of Yellow Ochre to warm it up. Be sure the 
Ochre is mixed with some white. 

Something else is happening here. The white paint is cooling the lighter 
values of both the Viridian and the Pthalo Greens. The tints are duller than 
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the brightest of each and at the same time bluer. You should be able to see 
all that now that you tried to match the two paints. 

5. Just for fun, add some white to Utrecht Pthalocyannine Green. It is 
green, not blue green. The Viridian is no where near a duller version of that 
color but it is an almost perfect duller version of the Grumbacher Pthalo 
Green. 

6. Add some white to Viridian ‘till it gets opaque and is on a value number 
exactly. 

7. You should paint value scales of both in 9 steps for a reference tool and 
for practice in mixing values. 

8. Use the #5 Pthalo scale. Brighter dark greens may be harder to match. 

9. The real practice will come after you paint one 17 step value scale, the 
Pthalo one probably, since that came first, and 

10. when you attempt to paint the Viridian scale adjacent, next to and 
touching, the Pthalo one matching it value for value. Matching all those 
values, you will see the tonal intensity relationships at 17 different values. 
That is quite a lot of practice in tonal relationships. 

Paint the even numbered spaces first. Then, center the half steps between 
them. Use a flat Sable brush and the following medium: Stand oil, Damar 
Varnish, and Pure Turpentine in equal amounts. After several days, coat it 
with retouch varnish using a round Sable brush. The two scales may be cut 
apart. The practice was in matching them. 


6-9-92 Plain Monochrome and Expanded Monochrome 

p. 5 

Plain Monochrome. I don’t have a sample of this. It would be done as color 
added to lights like in the Expanded Monochrome Comparisons painting. 
One paint, Viridian Green or Pthalocyannine Green, any brand or hue, is to 
be used with white and black. It is to be mixed with the gray in making 
Tones. Intensities are not studied as such, only seen as part of blended 
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gray scale and color scale. Color of objects, not exactly the same green, is 
ignored. 

Expanded Monochrome. Viridian Green, Ivory Black, Titanium White and 
the expander, Yellow Ochre is used. The light, #3 Viridian, with the white 
only is the color of the teapot exactly. By adding Yellow Ochre to the pure 
Viridian, no white or black, you get the exact color of one of the bottles. The 
other two objects are less ochre for the clamp and gray added for the other 



bottle. Now, that is not warming the color of an object toward the light. That 
could also be done by adding Yellow Ochre to each light, even the gray, it is 
yet another use for the expanded monochrome. It is the capability to match 
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hues both with temperature and with intensity. There is no need to use 
different Pthalos, especially ones of different hues BG & G, even though 
the Yellow Ochre is used to raise the temperature of the Viridian to a green. 
It would only complicate things and they are complicated enough. 

By using the ochre to color the light, we expand the monochrome scales of 
both gray & green, however, we also have the capability to change hues. 
Since we are changing intensities of local colors, why not hue? Especially 
since this is the second painting, or supposed to be. After some experience 
at black and white, then, even and 8x10 cylinder, in monochrome and 
intensities, now hue modulation in two ways. One way by coloring light, 
another way by mixing a different local hue, green, not blue green, for and 
object. 


6-11-92 How to Start a Painting P. 7 

Premix colors and values on the palette, paint base lines 8.5-9 first. Use 
the palette knife or brush and spot the middle tones on first, then add spots 
of lights and darks, working all over the canvas at one time. Use a large 
brush and add more paint to cover the white. Do not over blend but do 
paint over edges. 

Use 5 values, White, light gray, middle gray, dark gray, and black, simplify 
each object to one value or another. Use turpentine and lightly paint each 
in, filling the entire canvas. Add lights and darks next. Leave some of the 
first value of each object for a middle tone. This works for monochrome 
painting studios. 
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The first two methods use a charcoal drawing that is sprayed with fixative 
to place the objects on the canvas. Do that here also, but, after painting the 
base lines 8.5-9 in value, go over all the other lines with paint and brush 
before putting local colors or values onto the shapes. At first, use the color 
you will be painting with, the dominate color. Later, use Burnt Sienna, no 
matter what colors you plan to use. 

Wash in a thin layer of each object’s and area local color value first. Use 
turpentine only. Here, not only values are placed, but hue and intensity, 
also. Go over each, spotting lights, darks and middle tones with opaque 
paint. Add intermediate values as needed, blend some ‘till done. 

Tone the canvas a light gray. Use turpentine and wash on a thin light gray 
of #2 or #3 value. It should cover the entire canvas but not hide the 
drawing, hence, the turpentine to dilute it. Next, rough in all the darks with 
dark gray or black; then, rough in all the lights with light gray or white. Paint 
into each of the areas, keeping all the lights lighter than value step #5, 
keeping all the darks darker than #5, keeping both areas uniquely separate. 
Lights are 1-4.5; darks are values 5.5-9. Even on modeled forms, a half 
step of value is left between light and dark areas. Middle tone is considered 
a light. It could be a narrow blended band where the light and dark meet. 

Mix the exact color you see and paint it onto the canvas. Work from the 
background to the foreground. Work from the top to the bottom. Paint the 
background first. Use a tight pencil drawing that has been sprayed first. Mix 
each square centimeter separately and paint. Paint one object at a time. 


6-12-92 post it note 

Adjusted the palette table so I could sit and view it low. 

Washed in darks using #6 & #7 
Washed in lights using #1 & #3 
#8.5 set lines under objects. 

1/2 inch bristol brush and 3/8 flats, some 1/4 and a 1/8 inch round 
I discovered a #12 Grumbacher Flat is great for light lines. 
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6-14-92 Start P. 11 

The first thing to do, when beginning an art discipline, is to select clearly 
and exactly what it is you will be doing. Just what do you want to be able to 
do eventually? 

This is a class about painting still life in oil paints. We will paint alia prima - 
all at once - with oil paints on canvas paper, boards, and stretched canvas. 
Only still life will be painted and simple subjects at that. 

There will not be any mixed media other than traditional charcoal drawing 
prior to painting. No acrylics, gauche or tempera will be used on panels 
first. Only oil paints on canvas will be our media. No sketches in marker or 
pencil as preliminary studies will be done; we will use canvas paper, brush, 
turpentine , and one color for thumbnail preliminary composition studies. 
Subject matter will be directly observed props; we son’t work from 
imagination but from direct observation and a model knowledge base of 
visual perception. We will understand what we see and how to represent 
form in space on the two dimensions of the canvas.Thus, the concepts of 
light source, perspective, light, middle tone, dark, highlight, cast shadow, 
accent dark, and reflected light will be looked for while observing real 
objects. At first these objects will be very simple forms. 

The second thing you need to do, and will do in this class, after you have 
selected your subject and media, is to immerse yourself into the subject 
completely. A reading list is provided and the student is expected to read 
from the list prior to painting. 

It is my theory that single minded dedication is essential to successful 
attainment of a goal. It is my theory that saturation of the mind with the 
subject will inevitably result in the pouring forth of like products. 

No other subject like figure or landscape will be part of this study. They 
have their place and come at other times, before or after, it doesn’t matter, 
but they are not part of this effort. If the student apply him or herself to the 
readings, notebook, and picture book compilations, his or her mind will be 
properly primed for the effort of painting or creating still life images. 
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The priming principal applies to any type of art. Leonardo DaVinci searched 
to town for the face of his Madonna; he sketched and combined many 
people for his ideal. Breugal had produced pages of peasants prior to 
creating large paintings of them doing various things. Kandinsky wrote 
books about the essential qualities of lines and colors before painting his 
abstract nonobjective wonderful creations. He thought about it first then 
painted. He painted, figured it out and painted more. We will do the same. 

Provided is a list of books I have found helpful. Please add to the list. Let 
us use higher level thinking to evaluate books and their useful views to out 
goal of becoming great still life painters. 

• Catching Light in Your Paintings, Charles Sovek, North Light Books, 
1984/86, good for value planning 

• Oil Painting, Develop Your Natural Ability, Charles Sovek, North Light 
Books, Cincinnati Ohio 1507 Dana Ave, 45207. Some useful basics and 
color samples 

• Creative Color for the Oil Painter, Wendon Blake, Watson Guptill 
Publications, 1545 Broadway NYNY 10036, Best for color mixing oil 
paints !! 

• How to Paint in Oils, gloria Foss 

• Spectral Colors by Michael Carver 

• How to See Color and Paint it. Arthur Stern. Matching Colors method. 
Reflected light. 

• Painting Sharp Focus Still Lifes, Ken Davis and Ellye Bloom 


Note from May 2005 

What is that “thumbnail” idea? I used a grid frame to get the image drawn 
onto the canvas. My class uses all those reading sources. That is the goal 
of the art teacher. It isn’t fro a student to do . It is up to me, the teacher, to 
analyze multiple sources. There’s nothing wrong with real canvas for early 
paintings. It has a feeling all it’s own. Canvas paper is different. It was 
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mostly used for color value scales, and not for finished works. I’d used 
boards anyway. When I’d painted the monochrome green still life pieces, I 
wished I’d used canvas instead of boards. The paintings were that good. 


6-20-92 Monochromatic Painting P 126-127 in How 
to Paint 

Viridian and orThalo Green, White, and Black. 

Don’t worry about warm light and cool shadows in this painting. If you do 
want to do something like that use the green in the light and dark gray for 
shadows. See the gray example on page 140, fig 10.1 the left goblet. It has 
green in the light. That is in, How to Paint. 

Scatter the monochrome color around the painting. Put a little of it in the 
grays. 

Gradate the background from a light green to a dark gray or from a light 
gray to a dark green. 

Treat all the objects as if they were the same green hue no matter if they 
are greenish, glue-greens, or bluish blue-greens. 

Use your Viridian and or Pthalo Green in all their values and intensities. 

Use one or two gray props, not four or five. Use egg and white onion for 
organic contrast. If glass or silver then chapter 12. Stay with simple forms. 
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6-22-92 Monochrome Painting 

The set up is lit with side lighting. The composition is based on triangles. 
Simple objects are used but I included drapery as a challenge to me. 


The still life has some meaning. The wine bottle represents my present 
intoxication with painting. The Fiesta Ware shaker shows that art is the 
spice in my life. My apron hangs on the left representing work. And a bowl 
with an egg in it represents food which I hope to earn from this endeavor. 

Materials are Flake White ( I ran out of Titanium and don’t like Zinc White ), 
Utrecht’s Pthalo Green, and Ivory Black. The medium is just Turpentine. 

The drawing was done using soft vine charcoal, while peering through a 
viewfinder set on a tripod in about 2 hours and redrawn with Mars Black 
and Turpentine using a small flat Bristol brush. Excess charcoal was dusted 
off. 
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6-23-92 Lead Paint P.29 

Wendon Blake uses Flake White exclusively; the other whites are not even 
mentioned in his book. He also uses lead based Naples Yellow, which I 
agree, is one of the most beautiful toning colors if not the most beautiful. 

I’ve been using settling jars for mineral spirits and turps but I’ve not been 
using any lead paints. I also have been washing my hands in a bucket of 
rain water and reusing it as needed. Once I start to use lead paint, both of 
those, containers and bucket, would be contaminated with lead. One 
should not clean paint off hands with turps that lead has settled out of 
because it is still in there, and would contaminate the turpentine. Also, the 
lead would be in the dirty wash water and should not be reused. It would be 
OK to paint with reclaimed turpentine, but not to wipe hands with. Separate 
settling jars should be used and they should be labeled, too. Wash water 
should be thrown away and the bucket cleaned. Paint brushes should not 
be washed out in the palm of the hand unless rubber gloves are worn. Use 
a soap dish lid. 

Other safety precautions to follow: 

1. Labeled settling jars 

2. Clean wash water and bucket 

3. Use Gunk not bar soap 

4. Clean towels and paper towels. 

5. Wear a painting apron 

6. Wear long sleeve shirt and long pants 

7. Wear rubber gloves 

8. Keep hands out of garbage when emptying it 

9. Do not sand canvases covered with lead paint. 

10. Do not eat in the studio 

11. Keep hands off your face 

12. Change clothes at the studio 
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a lot of information on underpainting was skipped here 

6-26-92 Monochrome Painting (continued) 

After the drawing was done, I hesitated to start, since there was the 
problem of lead paint to deal with. Safety procedures were written up and 
gloves were purchased. Then came the color considerations. 

The Utrecht Pthalo Green is warm in hue and not blue green like Viridian. 
However, when it is mixed about in half with gray it gets real close to the 
Viridian. The gray cools it like a blue. 

A nine step value scale was mixed and a nine step green scale, too. The 
Green was lightened to a number seven value, then that was darkened with 
the Ivory Black. The darkest value was black and green half and half with 
some gray green. A mixture of the two scales was mixed down the center of 
the palette and a partial light and partial dull dark, too. All that took two and 
one half hours to mix. 
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I followed Foss’s recommendation to knife spots of color value onto the 
canvas. The first thing I did though, was to try to duplicate the color of the 
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table cloth. That is why I mixed the 1/4 light tones. All the lights, middle 
tones, and darks, including shadows were roughly knifed onto the board. 

Afterwards, I took a 1/2” filbert bristol and smeared them around to cover 
the white and make the values continuous. At that point the painting would 
make a good demonstration piece, but I went on. 

I painted a green scale onto canvas paper since the greens are a different 
hue from any I already have. You should do that for any new value range 
you mix. The greens were mixed with a 7/16” flat Sable and medium - 
stand oil, damar varnish, and turpentine - and painted on thickly. They were 
a little transparent but OK for heavy Alla Prima painting. 

The curtains were drawn for the entire painting process. The only time they 
were open was at the end when I picked off bumps and smoothed over 
white speckles of unpainted canvas. You can’t see those things under low 
illumination and so they do not distract you. 

When it is dark during painting, the values become very important. Color is 
not so important nor is saturation. Values are what make the painting work. 
The values in any given saturation range - 1/4, 1/2 & 1/2, or 3/4 gray - are 
pushed so that the forms are easily read in the low light. Painted under 
those conditions, it will look good in the home. The paint is much more 
vigorously applied. In the dark you can’t see brush marks. You need a dark 
or a light and you go for it, darkening or lightening ‘till you see it on the 
canvas. Much bolder painting is achieved in that way. 

The green table cloth around the pepper shaker was too bright and I had to 
tone it down a lot. There was not enough contrast so the shaker could 
stand out. The monochrome limitation made the #3 value - pure green tint 
that it was - of the shaker quite dull. So, to brighten it, I dulled the color 
around it. 

Intensities were arranged to show space. The small shaker, up front, is 
painted in the light pure greens. The large bottle in the dark pure greens. 
The table cloth is about 1/2 & 1/2 green and gray. The bowl a darker 1/2 & 
1/2 with a last touch of some bright green it needs in the light of day. The 
apron in the background is 3/4 gray, pushing it far back in space. 
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There are touches of pure green, pure white and straight black in the 
painting. Despite the preponderance of gray, a full value range is in there. 
Look closely at the highlight spot on the large green bottle and you can see 
the pure white lightbulb in the half step gray lamp reflector. The #3 value 
pure green spot, at one o'clock, is the light reflecting through the glass off 
the back side of the thickness of the front wall of the bottle. Black was used 
on the back curtain next to the forms. It is tucked into the corners right next 
to those shapes. 

Very subtle passages are possible when using lead white. The front and 
top of the cloth covering the box were painted wet into wet. A 1/4” bright 
was used and pressure determined how light or dark the values were 
painted. The lights had to be put on thicker, but they covered grays easily. 
The lightest lights were built up layer by layer all while wet in two days. The 
green started to set up, but was on the palette easily thinned with 
turpentine. The lead stayed soft. 

Drawing was the important skill used when painting the cloth on the box. All 
those little subtle lights and darks become possible to duplicate after the 
light mass is blocked in. The small bristol brushes are perfect for this and 
one for light and one for dark is used. A light pressure is used to stroke a #3 
gray into the #2 light and the shadows go on. Lights are likewise subtly 
applied and the forms are corrected, pushing them around until the drawing 
is correct and you get all of it in there onto the canvas. Only lead paint has 
this feel. Only turpentine is needed and it is worth wearing gloves to 
experience it. 
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6-29-92 Analogous Still in Black & Yellows see Foss 
pages 136-7_ 
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I have this painting at home. 

U = Utrecht, G = Grumbacher 
Turpentine only was used. 
7-7-92 Start 7-8-92 drawing and 
paint rough 7-9-92 final paint. 

9 hours total 

Varnished with Kamar 1-95 

Source: How To Paint, by Gloria 
Foss Pages 136-137 

Analogous Continued, Color Puddles on Palette, continued 

1. Pure yellows and tints. 

2. Bright yellow greens and tints, Cad Y Pale + a little black 

3. Olive greens and tints, Cad Y Lt or Md + Black 

4. Ivory, Beige, ochre, tan and browns 

5. Black, White, and achromatic grays 

Set up still life with one object from each puddle listed above. 
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Finalize drawing cloth & fruit in carbon pencil by extending horizontals and 
Verticals. 

Follow the procedure on Page 132, steps 1,2, 3: 

1. Knife mix and apply all middle tone local colors, following forms. 

2. Knife mix and apply all lights warmed or cooled to the color of the light 
and then darks cooled according to the light source. Only mix three colors 
for each object in pleasing sequences. Do not mix complete scales. Use 
whatever pigments are necessary. 

3. Coax the swatches together with a brush. Follow forms with 
brushstrokes. 

Page 133 “Especially make color value notes about anything that departs 
from the classic pattern on a form, such as a cast shadow on it, a bit of 
reflection from another object, or a particularly striking reflected light 
bouncing back into the dark.” 

“No matter how many local colors there are in a single object, each one 
should be established in middle tone and then modeled with appropriate 
color values...to a point.” 

For a print scarf...’’it is better to model the folds with one solid color and 
then lightly dash in the other(s)...wet in wet.” 
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I should do a series of individual objects painted on canvas paper: 

1. Lennon P 131, the correct one 

2. Egg P 132 

3. Apple P 133 

4. Scarf - Print Scarf P 133 

5. Jug P 134 

This follows Sovek’s idea that to develop your skill, it takes practice 
painting many objects. Do this in limited color to concentrate on values. 


7-9-92 Analogous Colors 

Yellow Ochre, Cadmium Yellow Medium, Cadmium Yellow Light, 
Grumbacher Cadmium Yellow Pale, Mars Black, Titanium White. 

Only Turpentine was used. Only one light source was used. I pulled the 
curtains and used a desk lamp for a warm light. Warm and cool lights and 
darks on cloth folds is too difficult yet. I can see it but for this first attempt at 
analogous colors limit the light to one. 

Another first is the use of color puddles. The five puddles mentioned earlier 
were used. Carefully allocate objects to different color puddle groups. Then 
mix the local color value intensity for each object. Knife them onto the 
canvas and compare. Correct as needed. Mix next the warm lights and cool 
darks - remember the monochrome lesson of expanded monochromes - 
and knife them into place. 

A new problem becomes apparent with fruit and that is more than one local 
color. Just mix a middle tone, light and dark for the other colors too and 
apply it carefully. Look for the colorful reflected light but keep it dark. 

Use a large brush and push the colors together. If the initial color mixing 
was on target you could be done with a nice rough painting. Usually, 
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though, the canvas is covered with close approximations and much needs 
to be done yet. 

I worked one object or area at a time next. I worked from the background to 
the foreground. The cloth folds were all rendered pretty much done before 
moving onto the bowl then the glass blocks and fruit. Wait to put on 
highlights. 

After that was done all over, then the curtains were opened and touch ups 
were made. Blobs were smoothed out, nits picked off and adjustments 
were made to form and color. 

By now the color values and intensities should be real close to done. 

Edges, drawing, warm and cool relationships should be worked on up 
close. Overpainting is done to clean up areas. 

Close the curtains again and check relationships. Work on one object at a 
time and beef up colors. Add Highlights. Decide on a focal point and how to 
achieve it. 

The summer squash is the focal point of this painting because it has the 
largest highlights and the most broken colors. All the other areas are pretty 
smooth, this one lets brush strokes show in their raw form. The shadow 
from the glass falls across the squash making yellow green shadows 
across the golden colored squash. 

That process of painting in the dark and touching up in the light is repeated 
several times or more as needed. Colors are mostly mixed on the canvas 
since the blobs are so general. Colors get brighter and lighter, accents get 
darker and all areas get sharper. 

Three paintings could be done using analogous colors. One could have a 
single warm light source. Another a larger but farther away single cool light 
source such as one window open and the others with curtains pulled. The 
final painting would have tow lights, a warm one up close and dominate 
and a cool one as a secondary not so light light. 
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7 - 14-92 Warm light - cool 
shadow. Cadmium Orange, 
Cobalt Blue, Titanium White. 
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7-14-92 Functional Local Color as Warm light - Cool shadow and Cool light 
- Warm shadow. Pre mixed values and tones of Cadmium Orange and 
Cobalt Blue with Ultramarine Blue in the darks. 16x20 canvas board. 

This exercise also illustrates the differences between surface gloss or lack 
of it with a matt object, semi glossy surface, and a shiny finish to the 
teapots. Transcription of the notes is concluded here. 

The next painting was to be a study of different light colors on many 
objects. It was never finished and the studio was shut down. I don’t know 
when I started washing in local colors to start with; there didn’t seem to be 
any notes about it. The painting is gone. It and others were trashed 
because either they were not finished or I was just tired of moving them 
around over the years. And they just were not any good for me to have any 
more. These notes were good for me especially the three paintings. 
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During the time the above work, all of it, was done, I lived in Eastmont and 
we moved to Edgewood. The move was in 93. I worked in McKeesport 
teaching art to grade 5 kids part time. I also attended a suburban art group. 
Some of the members of the art group and I went out to paint in Boyce 
Park. I made the log cabin painting shown below and hooped and whooped 
a lot while doing it because I’d never painted so good before. The people 
got disgusted with me and all left. They could not paint at all. They could 
not even draw the perspective of the structure. As I finished up the painting 
on my own, a passing bicyclist said, “I wish I could do that.” That comment 
helped me feel a little better. When I got home, there was a community 
wide yard sale so I put some art on the ivy terrace. A friend of Melita’s, Joe 
B from Westinghouse bought three pieces. I kept the yellow still life as a 
record for myself or that would be gone, too. 


60 










This log cabin painting is the 
reason that all the art notes 
have been transcribed. I was 
never so good at painting as 
that day. I wish I had 
continued doing it on a regular 
basis. If I had, perhaps I’d 
have paying gallery 
representation and a teaching 
position today. That is the 
idea, anyway, of reviving 
those skills again today. 

There must be a slide of this painting somewhere but I cannot find it. I only 
found this small gift image. It is the same in many documents from 2001 
and 2000 on CD disks. 

While at that art studio, many color charts were made. There are notes all 
about them. Much was written. But, as I said already, they don’t mean what 
the cabin painting does to me. And it sold. So did the still life paintings. I 
doubt anyone would ever buy a color chart. Anyway, I found some small 
copies of them and they appear below. They certainly gave me lots of 
practice mixing paint and applying it with precision. Gloria Foss made lots 
of color charts so I did as well. It just doesn’t seem that they were as good 
for me as were the still life paintings and ultimately that log cabin painting. 

The color charts are shown rotated 90 degrees to the left so they fill more 
of the page. The notes won’t be transcribed. 


Log Cabin Painting 
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1993 April 5th, 1993 Upon reading again in Foss’s, 
How to Paint 

Chapter 14. So far, I’ve only painted monochromatically with a color for the 
light. There are only three completed still life paintings. The most advanced 
one is a limited palette one of yellows and blacks. The palette method was 
the puddle method. That is as far as I’d gotten. 

Chapter 14 is a real eye opener. I was worrying about trying to paint two 
light sources. Warm lights with cool shades and cool lights with warm 
shades was only about half way done. Some color charts were made, too. 
Then, overload set in. 

Now, chapter 14 starts to make sense. Previous chapters on how to paint 
various object surface reflections need to be done as well as cloth. I did not 
try to paint multiple local colors like the apple on page 133. Complimentary 
color sequences need to be applied to objects, then, analogous ones. 
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June 11,1994 Saturday That Log Cabin Painting 





The map is in Boyce Park and shows the location of a log cabin. 

Saturday. My first painting in a long time was done today. I met Claudia 
Davis and George at Boyce Park at 12:40. I was late 10 min. She led us to 
the old house in the painting. 

The painting took less than 3 hours since I was finished cleaning up at 
3:30. The other two had since left, but, while still there, a former resident 
stopped. I told her the painting would be available thru and ESAL show. It 
was dry Sunday evening. 

Linseed oil and a little turp from time to time, was used - a lot of oil. 

Cerulean Blue and Zinc White + Raw Umber, Yellow Ochre, Veridian, 
Permanent Green Light, Cadimum Yellow Light were the paints used. 

Bugs were fierce and inquisitive, however, I was intent on getting 
something done. I wore my white hat and sunglasses throughout the 
painting. I forgot I had them on. 

I thought not about technique but went right it. John Stobart was my model, 
work was all intuitive. No drawing. All brush. Both were bristol flats longs. 
One a 5/8 and two others both 3/8. I broke one. Everything was blocked in 
with Cerulean Blue, Zinc White and Raw Umber. Green came next starting 
with Viridian. It started cool and gray. It grew to warm and color. The 
building was done first, then grass and trees last. The perspective and 
proportions of the building took some mushing around with the paint but 
that was easier than drawing. A super painting drying was finished today! 
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Page 75 Topolos 7-11 -94 

A new still life was set up. It has most of the objects the two charcoal 
drawings had. The lemon is gone, replaced with a print on the wall and a 
cork on the table. The box was measured, it is 15 x 20, it was subdivided in 
proportion to a 16 x 20 format. Holes were punched into the four sides in 
the front and straight wires were inserted. Scotch tape tabs hold the center 
square. My eye level is just above center, above the box a couple inches 
about 4 feet from the picture plane. The composition is a rectangular or 
square one. 

There is some meaning to it. A tension is created by the wine bottle 
pushed into the picture from the right. Tea and wine create a tension, one is 
an upper and one is a downer. There is a strong light to dark value range in 
the setup. There is an optical illusion in the print; elephants are positive 
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shapes in a white negative space tiger head. The cup is on the side, neither 
wine or tea are to be consumed. Only art is to be done; the print is the 
highest object in the picture. Higher even that the shadow of the wine 
bottle. 


Pages 75-76 7-14-94 

The wine bottle is empty. It smells of the strong wine that was in it, now, 
like vinegar. The small box is a lid to English Leather aftershave and for 
years that small box smelled of the sweet aroma of English Leather. Now, it 
is a symbol of death. It is like a small coffin ruling over work. Art is the life of 
this traditional realist ‘vanity’ painting. The corner of the print is the highest 
thing in the picture. The vanishing point is centered above the oval print out 
of the picture frame about 2” above. Tension is there too, in and out of the 
picture. 

The small paint is tension of figure and ground. Realism and symbolism 
abound in this work. The elephants trumpets, the tiger roars, its oval rises 
like a black sun over the tea pot only to be overshadowed by the wine 
bottle shadow. These are empty, not full; the cup is on its side, one is 
through drinking and now work predominates, hence the artists handbook 
and realistic printing. Yet, death rules over the worker the the viewer 
remains. 

There is no salvation here except perhaps a place in history. However, a 
hint is given. Inside the after shave box is the remains of a label. It is a 
formless flat residue stuck inside the lid. Roughly oval it reflects the print 
like a ghost. There is no body in the coffin. Perhaps it is empty because it is 
not reserved for a body, but is empty because of a resurrection. 

The composition was deliberately planned. It is rectangular and relates 
directly to 1/4 divisions of the 16x20 format. The right edge of the book on 
the left falls on the left fourth vertical. The other strong vertical on the right 
is the wine bottle. The left side of the thin neck is on that measure, 
however, the body pushes toward the left, crowding everything on that side. 
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Tension is created between the space remaining on the right and the mass 
of objects on the left. 

The center is framed and the print provides a center of interest. Below, 
the teapot handle just touches the horizontal centerline where the shadow 
of the wine bottle descends to intersect. On the other side, the shadow of 
the handle leaves the print at that same centerline. On each side, the wind 
bottle and the small box are at the same height. On the left the box is 
divided in half by the upper 1/4 horizontal. It extends to the right of the 
vertical of the book creating movement across the canvas. The print is in 
the center, the black oval hangs off the horizontal upper fourth at the center 
line. The center line descends through the small elephant, the open mouth 
of the white tiger head. 

Here is a list of meanings. The oval floats above the tea pot held in 
place by the wine shadow. Caffeine will stimulate you but alcohol will keep 
you from getting too high. Nevertheless, work is better than both. 

The tea cup fits neatly into the lower left quarter. The tea pot into the 
lower two center quarters. The cork moves you the the left as the box 
moves you to the right. 

I hope to emphasize three strong highlights, (father, son, holy ghost). 
One in the body of the teapot, one on the spout, and one on the green 
bottle. They rise in a diagonal and are held up by a strong vertical between 
black and white. Profound, isn’t it? 
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Page 78 7-15-94 

The painting I’m working on is to be called, Remember. Remember was 
painted under the following conditions as well as those described earlier. 
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There is a warm light directed at the setup of stuff. There is a neon light 
on the palette table. One of the bulbs is turned off - the cool bulb - only the 
warm light was used, (note: the lamp was the brown desk lamp that is so 
very adjustable that James now uses on his desk.) 

Daylight usually was OK on the palette, but, when it was dark, during 
rainy weather, the one warm neon tube was used. Black paper hung off the 
light to shield the still life from the light. After the drawing was done, the 
wires were removed front he box. The art was spray fixed and the wash-in 
proceeded. 

Only pure linseed oil was used for the block in layer. The previous layer 
had dried shiny, however, adhesion was fine. Everything was painted back 
to front. Edges were carefully adjusted. No perspective was plotted - no 
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tracing paper was used up till today when I’ll fix the ellipses. The oil dries 
overnight. 



Perspective is still my problem. This painting will not rely on plotted 
perspective, being squares and cubes drawn in perspective, since I can’t 
do it, but will be all done by eye. A tracing of the teapot folded in half was 
almost exactly symmetrical. The center line was tipped a little but that has 
to do with perception. Those differences will remain in this work, (see 
below) 

The two charcoal drawings were done by eye. I want to see what this 
looks like compared to later plotted works - after I learn how. or not. 
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( Yea, I don’t know what that scratch is on the book. It may be on the 
drawing because it is on both negatives that I have.) 

All right, I solved the problem on tracing paper in the following way: The 
center line of the tea pot was squared to the lower edge of the board. 
Ellipses were drawn and redrawn till they looked correct to that vertical 
center line and the horizontal bottom. Ellipses were measured equally out 
from the center on tracing paper, guessed as to how thick along the minor 
axis, then plotted by measuring the strip method. The tracing paper was 
folded in half and one half was traced on the other. Finally, this was lined 
and transferred onto the wash in on the board. Black areas were scratched 
out. More black was painted in. 

Touch up around the drawing was next. As I had scratched black out and 
painted over with the same, other colors were painted. A number 3 sabel 
round by Grumbacher was used for this job. Very small amounts of paint 
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were mixed, using this brush, matching existing colors, correcting the 
overall shape of the forms. This brush and a dry painting makes for 
extremely tight rendering possibilities. Now I’m ready to block in the cup 
and teapot. 

Page 83 

August 8,1994 Evaluation of Color Painting Topolos Oils 16 x 20 
inches Exercise 1 Color Still Life Davis and Bloom - Painting Sharp 
Focus Still Life “to combine your knowledge of values with the use of 
colors” 

Two charcoal drawings were made first. A black and white monochrome 
oil painting was NOT made. There were plenty made two years age. The 
set up has black, white and gray in it to relate the colors to. 

Seven objects were chosen. They are mostly the same as those in the 
charcoal drawings. That way, what I learned about values transferred to the 
color painting. Values were not my only concern, however. 

The painting method was experienced. The method is preparatory for 
Trompe L’oeil painting. It is a French term meaning “fool the eye”; a 
painting rendered so realistically that the viewer is temporarily convinced 
the objects are real. 

The method is a thin application of oily color. This necessitated a use of 
sable brushes and linseed oil. Previously, I’d used bristol brushes and very 
little paint thinner and no oil at all. Paint was applied with some vigor, 
thickly, and brush marks showed. Now, I had to use the same technique I 
used for my best color value scales. I could relate the the method required 
because of that work on color scales. 

The old method - Foss - produced textures of oil paint, the new method 
produced smooth paint. Textures of the objects are to be simulated now as 
apparent texture. Later, scumbleling will actually build up carefully 
controlled textures in oil paint. White lead paint would be useful for that 
purpose. 

The old Foss method - the more direct painting method - produced white 
spots or speckle on the canvas. The new method or sharp focus, Trompe 
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L’oeil method - utilizes a wash in layer first. I was concerned that it would 
be too oily and cause adhesion problems of the subsequent layers. But that 
turned out OK. The entire canvas is covered with a very thin transparent 
painting first. It covers all the white areas. 

If done properly, the wash in causes no problems, but is a tremendously 
effective technique to unlock the full potential of oil paints. The main 
objective is to keep it thin so that it acts as a size and not as a paint layer. It 
seals the ground, rendering it less absorbent. It is transparent in contrast to 
the next opaque layer. It is thin covered by a thick layer. The thickness of 
the second layer also helps adhesion. 

Under the wash in is another layer. It is the drawing. The drawing has 
been fixed in place by spraying a size on it. This size also helps to make 
the ground less porous. Paint doesn’t go dead flat when dry on a less 
porous ground. 

The author recommends the use of retouch varnish. Areas of oil paint 
that have sunk in and become flat are touched up with a size of retouch 
varnish. I made some by diluting Damar Varnish 50/50 with turpentine. It 
was applied after completion with a #12 Grumbacher round sable brush. 
One layer brought the entire surface to an even semi gloss finish. This 
varnish size becomes part of the painting and is not removable for 
cleaning. Other final picture varnishes are used after full drying is done. 

Magical effects of oil painting are yet to come, but partially visible in this 
painting. Opaque painting over transparent makes for visual depth even at 
the same value, tone and hue! 

This can be seen slightly on the table top, although, I covered most of it 
when finishing up. Over the block in layer goes scumbling and glazing 
opaque texture and transparent washes again. That makes four layers. All 
four layers are to show in the final painting. Great depth is thus produced in 
the art work. That will come later, but at least, I know of it now. 

I was surprised to see areas of paint go flat. Pure linseed had been 
used, nevertheless some pigments went flat. Drying time caused most to 
go flat. One light coat of retouch varnish restored all of them to a slight 
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gloss. I had expected the block in to puddle and be high gloss, not adhere 
and go flat! 

The smooth painting method drew me in. I wanted to paint at least as 
much detail as I had rendered using charcoal. The sharp pointed charcoal 
pencil and white Conte pencil were exceeded in detail actually. 

Smooth, oily, block in, opaque, paint stayed wet for manipulations during 
the entire painting session each day. Great subtleties of color mixing were 
possible. Sable flats made edges and blending precisely controllable. 
Perspective drawing corrections were reinforced using a #3 M Grumbacher 
sable Control Plus round detail brush. It was the smallest brush I’d used so 
far. I did not want to get into so much detail but used it a lot. I briefly used a 
#1 long liner as well for even finer edge ‘turning’ lines. 

Turning the forms was more important to me than painting the lettering. 
Photo realism was avoided by leaving the label somewhat obscured. They 
were painted wet in wet in the block in layer. They were not gone over the 
the later touch ups. 

A third layer of paint is done on top of the opaque block in. It is for touch 
ups, detail, and highlights. It is done over a completely dry block in. I did 
very little of that. This painting is mostly a two layer direct painting. Some 
corrections were made so there are two block in layers in parts. The tea pot 
highlight is a third layer. The cork lettering is the third layer. It also has a 
glaze of Mars Violet for the wind stain. The dark side of the book is midway 
between a block in second layer and a thick glaze. The signature is a third 
layer, too. 

All in all: the meaning described earlier, the square composition with a 
focal paint oval, the perspective drawing difficulties, the intense color 
matching, the material duplication rendering, and the tight brush work made 
this an exceptional experience. It was well received. Melita loves it and it 
goes to Margot. It is just a prototype so I don’t care. Sue at ESAL wants to 
synthesize the techniques into her portraiture. Tom now thinks oil painting 
would be more exclusive and therefore profitable than watercolor painting 
and has begun studies. He studied my painting closely Mom said the 
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painting had depth. Karen, my sister, asked, “Did you do this?!” And that 
was when it was only partially completed! What a technique. 


Page 89 Partial Summary August 29,1994 

The summer has ended. I did not achieve as much as I’d hoped but 
learned more than I’d expected. Only one new painting was done but I 
applied for an MFA. (really? where? what happened? why did you quit? ) 
That needed a resume, letters to people recommended me, a visit to Paul 
Edwards for a show and tell, and a written statement of purpose. All were 
done. I also applied to Woodland Hills again. I want to be involved in my 
own community. ... A children's book was written and illustrated and a copy 
went to Harry Lorayne. (he never responded. It was probably the comic 
book about the boy who would be smart)... ESAL has a life class now ... 
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